The Paradigm of spolia

Dale Kinney
The gods of classical mythology were kept alive by medieval artists who drew and painted them, and they also survived in their original form as spolia. This paper considers an instance of spolia in twelfth-century Rome, a set of third-century Ionic capitals bearing images of Isis and Serapis that was reused in the church of Santa Maria in Trastevere. The incorporation of these pagan capitals in the colonnades of a Christian church was enabled by a paradigm change in the twelfth century -the so-called 'renaissance' of that era -but the interpretation of their reuse depends on paradigms articulated eight hundred years later. Those interpretive paradigms are the subject of the first two sections of this paper.
Disjunction
For much of the twentieth century, the paradigm governing the study of myth reception in medieval art was the well-known article by Erwin Panofsky and Fritz Saxl published in 1933. 1 Their work was itself governed by larger paradigms, including Jacob Burckhardt's conception of the Renaissance as "the discovery both of the world and of man", Ernst Cassirer's view of man as a producer of symbolic meanings, and Aby Warburg's ideas of "pathos formulas" and the Nachleben of classical antiquity.
2 As these larger paradigms would predict, Saxl and Panofsky found that the classical "idea" was "reintegrated" in the Renaissance following its disintegration in the middle ages, when a different view of the individual prevailed. In their words, "the mediaeval mind [was] incapable of realizing […] the unity of classical form and classical subject matter", to the extent that the image of "a classical Thisbe sitting by a classical mausoleum" would have been incomprehensible to mediaeval artists and viewers. 3 The Renaissance reintegration of classical form and content was "a symptom of the general evolution which led to the rediscovery of man as a natural being stripped of his protecting cover of symbolism and conventionality". 4 The authors derived from their observations a "general formula" for medieval representations of classical myth, which was a corollary of Saxl's theory of reintegration.
5
Wherever a mythological subject was connected with antiquity by a representational tradition, its types either sank into oblivion or, through assimilation to Romanesque and Gothic forms, became unrecognizable. 6 Panofsky later gave this formula a memorable name, the "principle of disjunction", and in 1960 he offered a more elegant statement of its operation:
Wherever in the high and later Middle Ages a work of art borrows its form from a classical model, this form is almost invariably invested with a non-classical, normally Christian, significance; wherever in the high and later Middle Ages a work of art borrows its theme from classical poetry, legend, history or mythology, this theme is quite invariably presented in a non-classical, normally contemporary, form.
7
Panofsky identified a few exceptions to the principle or "law" of disjunction, including "the special domain of glyptography" and medieval depictions of pagan idols. With regard to glyptics, he acknowledged that medieval lapidaries (treatises on the properties of stones) describe the mythological iconographies found on ancient gems as constituents of the stones' beneficent powers, but he insisted that "mediaeval patrons and artists were still inclined, unknowingly or on purpose, to misinterpret the subject" of these carvings in a Christian sense. He called such misinterpretations interpretatio christiana. 8 Depictions of idols were exemplified by the statue now called Spinario (Thorn-puller), a bronze version of which was displayed in the middle ages outside the cathedral of St. John in the Lateran in Rome (fig. 1) . 9 Panofsky took the many medieval images of thorn-pullers to be derivatives from this statue and expansions of its negative connotations.
10
Resistance to Panofsky's work emerged in the 1960s and intensified in the 1970s and 1980s in the wake of the 'new' art history -political, anti-institutional, and receptive to lit- City, 312-1308 (Princeton 1980 ), Princeton 2000 ; Ingo Herklotz, Der Campus Lateranensis im Mittelalter, in: Römisches Jahrbuch für Kunstgeschichte XXII, 1985, 1-43 (33) . The statue is now in the Capitoline Museums. 10 Panofsky (as in n. 7), 89. erary, psychoanalytic, feminist, Marxist, and other extrinsic bodies of theory -and the ensuing emergence of the framework of 'visual culture '. 11 Critics disliked the elite humanist (masculine) context of Panofsky's interpretations, the bracketing of material and aesthetic considerations in the effort to separate form from content, and the rigorous systematization of his methods.
12 To some scholars the relatively unsystematic approach of Aby Warburg now seems a more relevant paradigm.
13 Georges Didi-Huberman called Warburg the dybbuk of Panofsky's art history, the ghost that had to be exorcised in order to transform the study of art into a rational system. 14 He specified that it was not the person of Warburg that Panofsky A surviving image is an image that, having lost its original use value and meaning, nonetheless comes back, like a ghost, at a particular historical moment: a moment of 'crisis', a moment when it demonstrates its latency, its tenacity, its vivacity, and its 'anthropological adhesion', so to speak.
15
Thus, according to Didi-Huberman, the seminal article of 1933 opposed "survival" to "renaissance" in a hierarchical relationship: the basse catégorie, survival, belonged to the middle ages; the haute catégorie was renaissance, equated with the Renaissance, the time of reintegration. Survival entailed an "unredeemed ghost" while the Renaissance brought about a resurrection. Didi-Huberman noted that this opposition was in reality the statement of an aesthetic preference, elevated to the status of a scientific principle.
16
The medievalist Michael Camille also objected that the rationalist mode of interpretation championed by Panofsky and -for the high middle ages -by Émile Mâle is inadequate to explain the potency of images and ignores the ideological frame within which all images are produced and received. In The Gothic Idol, published in 1989, he proposed a new paradigm for interpreting images of mythological figures in medieval (Gothic) art based on the premise that visual representations, ranging from signs like the Sacraments to statues, have power that had to be authorized or constrained, depending on their conformity or not to prevailing mores.
Pictorial representation could … be a forceful weapon against the idols of the Other because, by re-presenting the representation of those alien cultures within its own visual value-system, the Christian Church could control and ultimately negate them by means of distortion, incompletion, and effacement. 17 Camille's paradigm subtly shifts the agency at work in the persistence of images of the gods of classical mythology. It was not (just) a matter of the gods' survival, but of Christians' need to keep them alive in order to define their own images against them: "[idols] were necessary, and therefore represented, in order to assert the dominance of another set of images -those of the Christian Church."
18 Idols were thus "anti-images", "provid[ing] self-definition for a culture in which the visible was still tied to the supernatural…".
19
The Others in Camille's account are Pagans, Saracens, and Jews. In a section called "The Gothic Anti-image" he devoted a chapter to the idols of each. After tracing the long history of the Judeo-Christian belief that "all the gods of the Gentiles are devils" (Ps. 95.5) and the medieval conviction that demons inhabited their images (Isidore of Seville: "demons substituted themselves [in images of humans] to be worshipped"), Camille artists and viewers "neutralized" the power of antique images by two strategies: "allegorical reclassification" and "aesthetic appropriation". 20 Nudity posed a special problem. The Genesis myth equates the sight of nakedness with sin (Gen. 3.7: "And the eyes of them both were opened: and […] they perceived themselves to be naked"). 21 The sight of a nude statue could activate "yet another level of power -[the] capacity to arouse […] physical feelings". 22 Medieval depictions of naked statues evoked this power in order to combat it, but confrontation with the statues themselves could be unsettling. The Spinario, a naked boy described by one medieval author as having "genitals of extraordinary size", took on "a whole culture's perception of genital sexuality". 23 It was for this reason, according to Camille, that it became 'a standard sign of infamy' and was so frequently represented in medieval art.
Camille's paradigm affirms the "principle of disjunction" but re-values it. A disjunction of classical form from its content did occur, but viewed from the perspective of medieval rather than Renaissance ideology, the "deformation" of the pagan gods was "one of their most radical reformations". Medieval artists "re-creat[ed] the gods in their own terms", showing a capacity "constantly to reinvent rather than refer to meaning". When medieval disjunctions are understood in relation to the purposes for which each separate image was produced, "form and content were very much united". The deployment of mythological subject matter in high medieval art must be understood as effecting a "transfer of power".
24
Spolia
A third paradigm for understanding the reception of mythological imagery in the middle ages was put forth in 1969 by the German historian Arnold Esch. 25 It has been largely ignored in iconographic scholarship because it pertains to spolia -antique objects physically, rather than mimetically, reused. The most common form of spolia was architectural, such as the Roman columns and capitals famously transported to Aachen to be reused in Charle-magne's Chapel at Aachen (Farbabb. 32 ) and those of any medieval church in Rome beginning with Constantine's Lateran Cathedral. The reuse of figural spolia was less common. As Esch pointed out, the middle ages had little use for statues ("a statue is extremely unpractical"), and most of them were melted down (if bronze) or burned for lime (if marble). 26 The bronze Spinario survived because of an exceptional effort of preservation by one or more early medieval popes, who assembled a collection of totemic bronze objects that was displayed in a space outside the papal palace in Rome. In addition to Spinario this collection included the equestrian statue of 'Constantine' (Marcus Aurelius), a colossal head of Constantine, an orb, and the she-wolf who suckled Romulus and Remus. 27 Other exceptions to the discarding of figural antiquities were gems and mythological sarcophagi. Cameos and intaglios were avidly collected and reused regardless of their iconography. The reuse of sarcophagi, with or without mythological reliefs, began early in the middle ages and became common in the eleventh and twelfth centuries.
Esch's paradigmatic article is neither didactic nor systematic in the style of Panofsky. It is a more lyrical set of reflections that departs from the question, where did Antiquity go if not into the ground or into museums? Answers arise in the course of a textual ramble through the countryside of Italy, as the author observes the many ways in which ancient objects turn up in medieval reuse, avoiding the fate of the unpractical statue (the "terrible transubstantiation of the ancient monument" that reduces it to raw matter). 28 The most common motive for reuse was practicality: spolia were available, convenient, and their reuse reduced costs. This motive was so common that it was not "productive" to discuss it. 29 The next was deliberate profanation: the display of spolia as a sign of triumph over pagan religion. This motive was characteristic of the early Christian era in the East. In the West, where Antiquity was more valued, reuse in this vein is better seen as a form of exorcism: "an ancient relief on the roadside might protect one from lightning and hail, but it also moaned in the night [...] one felt more secure when it was immured in the consecrated wall of a church as a spolium, if possible turned upside down." 30 Related to this motive is interpretatio christiana, by means of which pagan iconography was assimilated to known content ("if still in the eighteenth century shepherds in Dalmatia venerated [...] a satyr as St Roche, it was simply because they knew nothing of satyrs but everything about St Roche").
31 By changing the meaning of pagan representations, interpretatio christiana made it possible to accept their seductive beauty as godly rather than demonic. Yet another reason for reuse was political legitimation, the appropriation of antiquities to demonstrate the transmission of authority. Here Esch cited Günter Bandmann's aphorism for political reuse in buildings like Charlemagne's chapel: Rome "was transferred in pieces" by spolia. 32 The final reason for the re-employment of spolia was aesthetic admiration, which might lead to "reuse at any price": "the capital that had been found in the neighboring ruin was simply beautiful, and so one used it, whether it matched the diameter of the column shaft or not." 33 The aesthetic motive was fundamental; it always accompanied the other motives to some degree, and sometimes, especially in the twelfth and thirteenth centuries, it predominated, pushing aside interpretatio christiana.
Arnold Esch's article emerged in a liminal zone between history, art history, and archeology, and it gave rise to a new field of study. 34 In the terms of Thomas Kuhn, the historian had investigated an anomaly: not the imitation or transformation of antiquity on which the art historical paradigm was focused, but the re-presentation of antique artifacts in their original material form. 35 Esch's results -the motives inferred from his observations -demanded a new point of view and a new interpretive approach. Spolia both represent and re-present. They cannot be understood simply as the products of an artist's, a patron's, or even an epochal intention, but must be seen as the ghost of that intention in the context of a later, sometimes much later, time and place. Spolia demonstrate the reception of intentions and their products by later generations. Their reception is not limited to art-producing elites, but is open to any viewer regardless of his or her knowledge of art and history: to shepherds as well as to scholars. In these and other respects the paradigm of spolia offered alternatives similar to those proposed by the opponents of the strictly iconographic paradigm, acknowledging, for example, the power and perceived agency of ancient images that would be emphasised twenty years later by Camille. 36 It also anticipated many of the 'turns' in art history that were to follow. The spolia paradigm recognises objects bearing iconography as "visual artifacts" that "[exceed] the possibilities of a semiotic interpretation". 37 It foregrounds their materiality, their presence, their affect, and their performativity.
38
Partly because of this resonance with the terms of revisionist art history and visual culture, interest in spolia ballooned beginning around 1980.
39 Since then scholars have eagerly extended the category to include objects from cultures other than Greco-Roman antiquity and objects that are not, like many of the architectural elements observed by Esch, fragments of vanished wholes but self-sufficient, autonomous objects like gems and sarcophagi. Virtually any element reused in a context different from its original one can now be considered a spolium, including the Byzantine enamels and Anglo-Saxon metalwork on the Egbertschrein in Trier, the Islamic vessels on the Heinrichskanzel in Aachen, even pieces of debris from 33 Esch 1969 (as in n. 25) World War II in the facade of a 1980s building in Berlin. 40 In some circles the category of spolia itself has been subsumed by the more capacious one of 'reuse' or even 'recycling'. The motives and effects attributed to reuse have also expanded. In 2005 Bente Kiilerich counted nine lenses through which spolia had been interpreted: ideology, magic, exorcism, appropriation, citation, nostalgia, memory, triumphalism, and historical awareness. 41 In a recent book Stephan Albrecht argued that many kinds of objects -building parts, tombs, treasury goods -could function as "recollection pieces" (Erinnerungsstücke) that triggered communal or collective memory. In a welcome move toward methodological rigor, however, he also argued that to do so, such objects had to be "activated" by actions (rituals) or words (inscriptions, oral propaganda). Only spolia that were so activated could "stage the past".
42
The paradigm of spolia is aligned with the current "normal science" of art history: the puzzle-solving research in which "admissible solutions [are bound to] theoretical problems".
43
This current research leaves some problems of the previous "normal science" unresolved, notably, for the purposes of this essay, the principle of disjunction. Neither Panofsky nor Camille considered spolia explicitly in relation to the medieval trans-or re-formation of mythological (pagan) subjects, but both addressed carved gems, which are spolia in the expanded sense of the term accepted by many (although not all) researchers. 44 As noted earlier, gems seem to defy the principle of disjunction. Panofsky acknowledged that because images of astral gods and heroes were believed to enhance the "magical" powers of the stones, medieval lapidaries preserved precise knowledge of pagan iconography (e.g., "If you find a stone, on which is Perseus with a sword in his right hand and the head of the Gorgon in his left hand, by the disposition of that god it will make you safe from lightning and storms, and from all envy of the demons …"). 45 Nevertheless he asserted that when confronted with an actual image of this kind the medieval beholder would instinctively misinterpret it via inter- 47 Known in the middle ages as the Kaadman, the cameo was used to aid women in childbirth: placed between the birthing mother's breasts and moved slowly toward her nether parts, it caused the child to flee beneath it. This extraordinary practice cannot be said to have entailed interpretatio christiana because Matthew Paris, who recorded it, did not claim any Christian content for the carving. He failed to identify the figure at all, describing it only as an "image": "a certain tattered imago, holding in its right hand a spear on which a serpent creeps upward, and in the left hand a clothed boy holding some kind of shield on his shoulder and extending his other hand toward the imago."
48 Suzanne Lewis attributed Matthew's non-identification to a "loss of iconographical literacy", but un-naming was a common medieval strategy for depriving pagan images of their original power. 49 Their subject matter was simply denied, allowing medieval users to focus on other qualities of the object, such as its precious material, and/or to permit an image to acquire new, more helpful powers like the Kaadman's.
50
A reconciliation of the principle of disjunction with spolia was achieved by Salvatore Settis in a brilliant essay published in 1986. 51 Departing from a letter of Wibald, abbot of Stavelot and Corvey (d. 1158), in which the aged abbot defended his reading of pagan authors as an attempt to reconcile authorities (auctoritates) and as a hunt for spolia ("I do not enter their camps as a deserter, but as a scout eager to take spoils"), Settis proposed that the antique sarcophagi reused and displayed throughout Italy in the eleventh and twelfth centuries were similarly a "repository of potential citations" for artists.
52 He identified three ways in which such artistic citations could be related to their sources: (1) pagan form and content could remain united; (2) a pagan form could be reproduced with a Christian meaning (interpretatio christiana); (3) a pagan form could be "reproposed", "transmitted, without any inter- pretation". 53 Two of these three alternatives contradict the principle of disjunction. The first, in which form and content remain united, is exemplified by types that are only loosely mythological, such as the winged boys (cupids) imitated by Wiligelmo on the façade of Modena Cathedral (fig. 2) . The more substantial third category is analogous to Matthew Paris's treatment of the Kaadman. It is represented by Nicola Pisano's adaptation of Phaedra on the second-century sarcophagus in Pisa that was reused for the burial of Beatrice of Lorraine in 1076. The sculptor reversed the seated figure to serve as the Virgin Mary in the relief of the Adoration of the Magi that he made for the pulpit of the Baptistery of Pisa around 1260 ( fig. 3; Farbabb. 34) .
54 Under Panofsky's paradigm Nicola's imitation exemplified the principle of disjunction. Settis argued against this, maintaining that the thirteenth-century sculptor saw the antique relief not as a collection of forms to be reinterpreted but as forms with no content at all:
Leaving aside any interpretation of the ancient relief, Nicola recognized in it a nobility of form and of style that was itself conducive to reuse, and therefore could be … reproposed in a new context, with a Although they do not address Settis's argument explicitly, two recent contributions may be said to amplify or modify his posited alternatives to the principle of disjunction. Rita Amedick's comprehensive study of thorn-pullers in antiquity and the middle ages demonstrated a previously unrecognized continuity of form and meaning from Roman times through the fourteenth century. 57 She showed that medieval thorn-pullers were not all descended from the bronze statue at the Lateran but from a variety of ancient compositions on the same theme, which belonged to the "dionysiac-bucolic" genre and represented shepherds and other low-status people as rude rustics, "laughable and indecent". 58 The several compositional types of thorn-pullers passed directly from late antique into Christian art as images of the seasons, eventually condensing into the emblem of the month of March. Most important for the present discussion, Amedick demonstrated that the modern perception of the Lateran Spinario as "the idol par excellence" in the middle ages is a category mistake; it was not an idol at all. She explained the thirteenth-century description of it as a figure of Priapus with enormous genitals as a reflection of the author's familiarity with the medieval tradition of the theme and his textual knowledge of Dionysiac mythology, not of his view of it as an idol.
59
Amedick's argument provides a substantive demonstration that unity of ancient form and content not only persisted in medieval art but was perfectly comprehensible to medieval artists and viewers. It also tends to return the problematic of the Spinario to the realm of iconography, acknowledging its sexuality as indecent but ignoring Camille's point about the dangerous power of such imagery to provoke emotional and physical responses.
In a study of eleventh-and twelfth-century imitations of a second-century Orestes sarcophagus then in the church of Santa María de Husillos (Palencia), Francisco Prado-Vilar advanced a neo-Warburgian paradigm for understanding such imitation that differs significantly from Settis's concept of 'reproposal'. 60 Prado-Vilar rejects the premise that the content of ancient mythological forms was vacated by time and changing culture. Marrying Warburg's Pathosformeln with Pierre Nora's lieux de mémoire, he argued that the impetus for the initial imitation of figures on the sarcophagus -by the sculptor of a figured capital made for the Benedictine church of San Martín de Frómista ( fig. 4) -was the sculptor's recognition of the emotional content of the relief 's emphatic gestures ("gesture as psychic movement"). 61 As other sculptors continued the "reactivation" of these Pathosformeln, the sarcophagus became a lieu de mémoire "where the artistic memory of Spanish Romanesque sculpture 'crystallizes and secretes itself '". 62 The capital in question showed two naked males on its front side, one a close copy of Orestes killing Aegisthus on the sarcophagus and the other adapted from the Life, Death and Representation. Some New Work on Roman Sarcophagi, ed. Jas Elsner and Janet Huskinson, Berlin/New York 2011, 55-82 (esp. 56-57 63 Prado-Vilar identified the new subject as Cain killing Abel, and the female figures on the sides of the capital as "the Furies of the sarcophagus […] with function and meaning unchanged, as if their persecuting rage had carried them directly from mythical to biblical times". 64 Although he implied that accurate identification of the original subject was a possibility for medieval viewers, Prado-Vilar emphasised that nearly any viewer could have grasped the "core" of the mythological story from the gestures alone, as is proven by their medieval reception:
It is no coincidence that themes of genealogy, crime and sacrifice are at the core of the iconography of the … Romanesque works more intensely indebted to the imagery of the sarcophagus … It is as if style and iconography, mimicking the Erinyes, were relentlessly following the trail of family blood. being restored in the early twentieth century. 66 The nude male figures were crudely hacked off. The damaged capital is now in the Museo Arqueológico Provincial in Palencia, and a copy based on its original state is in San Martín.
The paradigms enunciated by Camille, Esch, Settis, and Prado-Vilar are complementary in some respects and incompatible in others. Today's scholars are free to choose one, to amalgamate two or more, or to create a new one with which to interpret any particular instance of mythological re-presentation. In the final section of this paper I will explore some of the possibilities of this fluid situation for the interpretation of a group of spolia that I first studied many years ago, before most of the revisionist publications had appeared.
A Case Study
Like all medieval churches in Rome, the twelfth-century basilica of Santa Maria in Trastevere (Farbabb. 35 ) was built entirely of spolia: reused bricks, reused column shafts and capitals, even reused mosaic tesserae. The colonnades are unusual, however, in that eight of the twenty-two capitals in the colonnades bear heads of the Egyptian deities Isis and Serapis on the abaci, and six show busts of Harpocrates in the volutes. 67 The capitals were salvaged from the outer precinct of the Baths of Caracalla, where they originally decorated the colonnades fronting the libraries. The third-century planner of the ornament probably intended that the heads of Serapis and his consort would remind viewers of the Temple of Serapis (Serapeum) in Alexandria and by metonymy of the great library there. Like the cult statue in the Serapeum, the heads of Serapis on the capitals wear the modius, or grain measure ( fig. 5 ). The heads of Isis are also Hellenistic in iconography, but less consistent; some have her long 'corkscrew' tresses ( fig. 6 ), at least one had a kind of headdress, and another wore a veil. Isis's son Harpocrates makes his signature gesture of pressing the right index finger to his lips, calling for silence.
My original study of these capitals focused on their provenance, the juridical status of Roman spolia in the middle ages, and the decipherability of the capitals' iconography.
68 I have recently returned to the last problem in another venue and will not revisit it here.
69
Instead I will test the utility of the new paradigms, emphasising power, vacated content, aesthetic appeal, ornament, gesture, reproposal, and ghosts.
The power of the pagan images can be gauged by their physical reception. As Esch observed, statues were usually destroyed. At Santa Maria in Trastevere three of the heads of deities have been obliterated and three more are damaged ( fig. 7) charged to clean the capitals during a restoration in the 1860s. 70 It is unlikely that these pious craftsmen thought that the images contained demons. It was not fear of pagan idols that motivated their attack but a sense of decorum; 'idols of the Other' seemed blasphemous inside a Christian church. This nineteenth-century sense of propriety is part of our own heritage as interpreters. At some level it must be an obstacle to fully understanding the medi- eval -specifically twelfth-century -appreciation of classical sculpture, especially when its subject matter contains early modern taboos. The power of the little heads in Santa Maria in Trastevere was arguably greater in the nineteenth century than it was in the twelfth.
The eight pagan heads and sixteen reliefs on the capitals are not statues and could not have been regarded as idols. They are more comparable to the figures on the ancient cameos and intaglios that adorned reliquaries, book covers, antependia, liturgical implements, and the robes and fingers of bishops in the twelfth century. The images of gods and heroes carved into these stones were sometimes subjected to interpretatio christiana, but pace Erika Zwierlein-Diehl, who adheres strictly to Panofsky's principle of disjunction and insists that the figures were always reinterpreted, this was not necessarily so. 71 Many, like the imago on the Kaadman, were emptied of their original content by time, as in Settis's paradigm, or by deliberate acts of un-naming that brought their craftsmanship -the noble forms -and their precious and potent materials to the fore. The capitals too were valued primarily for their material. Marble, especially marble from the city of Rome, had a powerful aura of quality and history. 72 The builders of Santa Maria in Trastevere glorified their construction by adorning it with as much ancient marble as possible, the more elaborately carved the better. In this context the pagan heads added to the décor as one more component of the ornament, enhancing the variety of the carved surfaces. The principal motive for reusing the capitals probably was aesthetic, and they are good examples of Esch's "reuse at any price". Quite apart from any unsuitability of the figures, they are overscaled with respect to their new location and several are significantly larger in diameter than the column shafts that support them ( fig. 8 ). They were considered too good not to reuse.
Even if the small heads and busts were empty imagines, however, the gesture of the figures in the volutes demanded attention. Though hardly a Pathosformel, the gesture of putting a finger to the lips is meaningful and easy to construe. It is directed at viewers looking up at the capitals from the nave, including the canons seated in the schola cantorum (Farbabb. 36) . Even the simplest viewer would have understood the admonition to be silent. The builders may have intended this reaction, didactically or as a kind of joke. Readers of the classics, however, would have known that the command to silence -favete linguis -was associated with pagan religion. Probably only a few would have been able to connect the gesture specifically with Harpocrates, but most clerics with a classical education would have recognized the busts and heads as generically pagan.
73 As such they were less "the face of antiquity" (Settis) than the face of history, a providential history in which the center of pagan religion was destined to be transformed into the center of Christianity. In my view this is one of the themes of the mid-twelfth-century text known as the Mirabilia urbis Romae, which systematically notes the locations of Rome's ancient temples and their ruin or replacement by churches. 74 According to the Mirabilia, the Pantheon, rededicated to Mary, had been a temple of Cybele, and the same was true of Santa Maria Maggiore. 75 The pagan capitals in Santa Maria in Trastevere would have implied a similar providential origin for that church and thereby enhanced its prestige. Because of their small size and location, the little heads in Santa Maria in Trastevere could not have served as formal exemplars for medieval sculptors. The Ionic capitals to which they belong, however, might be seen as a form of reproposal, in the sense that every spolium is reproposed by the craftsman who re-presents it in a new work of art. Like the figure of Phaedra in Settis's paradigm, the capitals had lost their original meaning as the signifier of a distinctive 'Order' of architectural decoration defined as graceful and feminine. 76 They were re-presented simply as capitals, mixed in with Corinthian and other Ionic specimens of different types (Farbabb. 37) . Nevertheless, as the most ornate and possibly the largest Ionic capitals on display in Rome at the time, they must have attracted the interest of medieval marble carvers (marmorarii) attempting to recreate the type on their own. Ionic capitals with disproportionately large volutes filled with foliage, like the Isis and Serapis capitals, appeared around 1180 in the porch of Santi Giovanni e Paolo and later in the porch of San Lorenzo fuori le mura (fig. 9) Mittelalters, Stuttgart 1987, 32, 138-139; figs. 36, 190. 9 San Lorenzo fuori le mura, Rome, capital in porch, 1216-27 the spolia in the buildings of Constantine, especially the "columns, bases, capitals, architraves, cornices, doors and other revetments and ornaments" in St. Peter's. 81 He opined that because of spolia, architecture in Rome did not decline as badly in the middle ages as did sculpture and painting; "since they made the grand buildings almost entirely of spolia, it was easy for architects making new [buildings] to imitate in large part the old ones that they had always before their eyes".
82 Spolia kept Roman architecture from becoming truly medieval; the Romanesque and Gothic styles passed it by. At the same time they testified to the ruin and abandonment of the classical past. The ghost of that past never was "redeemed"; it persists to this day. 
